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Toward the end of the finale of Mendelssohn's Octet for Strings in E Major, op. 20, the musical past becomes increasingly drawn into the present. Reminiscences of earlier movements are heard fleetingly amid the seemingly irrepressible drive of the music to its final measures. In the central developmental section of this movement's irregular structure, the theme BENEDICT TAYLOR of the quicksilver third-movement scherzo is caught three times, always in a new key, but it is never securely held-and then "all has vanished." 1 The climactic coda, the apotheosis of the whole composition, unfurls in a series of three increasingly explicit references to the music of the first and second movements. The process begins with a passage that, strangely familiar yet unlike anything previously heard in the finale, manages to allude unmistakably to the opening Allegro moderato without ever quite quoting it. There follows a distant echo of the crisis-the insistent repeated half notes and the C-and F-minor tonal areas-that had befallen the first movement's development section and whose darker hues had also spilled out to form the slow movement. Finally, the irresistible drive of this section culminates with the explicit reappearance of the closing theme of the Allegro over the pulsating eighth notes of the finale's own closing theme. The finale and opening movement have closed and merged into one another, tying up the work with a return full-circle in an ecstatic meeting of parts and whole. The entire composition has turned round on itself to form a single, interconnected organic system, which has grown away from itself only in order to grow into itself again. Beginning and end, first and last, are one and the same: "It is the process of its own becoming, the circle that presupposes its end as its goal, having its end also as its beginning; and only by being worked out to its end, is it actual." 2 If reception history is anything to go by (which admittedly in Mendelssohn's case is not always the best course), the Octet occupies a pivotal position within its composer's oeuvre. Robert Schumann, who hailed the work for its "consummate perfection," recounts how the Octet remained Mendelssohn's favorite among the pieces of his youth. 3 Judging by its subsequent reception, this work, along with the Overture to A Midsummer Night's Dream that followed barely a year later, has become emblematic of a popular image of Mendelssohn that is as limited in scope as it is enduring. This Octet is celebrated as the miraculous product of a teenage prodigy who at sixteen finds his mature voice. It thus helps sustain the myth of the young Mendelssohn emerging from nowhere as a fully formed genius like a musical Minerva. As John Horton expressed it, in a phrase that has been imitated and paraphrased countless times, "not even Mozart or Schubert accomplished at the age of 16 anything quite so accomplished as this major work of chamber music." 4 Notwithstanding Spohr's series of "Double quartets," which the elder composer was quick to point out were in any way different in concept from Mendelssohn's work, the Octet, as the first-and so far the only really successful-composition for eight strings, effectively created a genre of which it is both the originator and sole surviving member. 5 Its third movement has provided (for better or worse) the embodiment of the iconically deft and mercurial Mendelssohn scherzo.
Significantly for the present study, the Octet is also one of the first and most important compositions in cyclic form. The cyclic recall of parts of the work's earlier movements across the course of the finale is both a groundbreaking new formal paradigm and the climax of the work's expressive journey. The Octet provides an important model for the paradigmatic "plot" of an instrumental work that would be used countless times following Mendelssohn. It displays the ceaseless onward drive of the archetypally heroic Beethovenian model, but it simultaneously subsumes the past within its course. Indeed, the goal of the work seems to be the melding of the past and the present. This process can, I believe, be applied usefully as a musical expression of views of time and history prominent during the early nineteenth century and represented notably by two of Mendelssohn's most important mentors, Goethe and Hegel. This article approaches the Octet from the standpoint of its cyclic formal design and offers readings of the work from the perspective of these two leading figures of German culture.
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BENEDICT TAYLOR Mendelssohn's Octet, Op. 20 This approach will lead to the creation of a new model for understanding cyclic form by relating it to ideas of subjectivity, memory, time, and history that are also of major importance to much of the later cyclic music of the century.
Musical Memory and Self-Consciousness: "The Circuitous Journey" "For beginning and end on the circumference of a circle are the same." 6 In its recall of past music, the Octet's large-scale cyclic trajectory may be understood to constitute a form of musical self-consciousness-the music's apparent ability to reflect on its own history, akin to what Michael Steinberg has called musical "subjectivity." 7 Previous themes are heard returning in later stages of the work as if they were memories arising from within the consciousness of the music, a process prefigured in several of Beethoven's cyclic designs, including those of the Ninth Symphony, the Piano Sonata, op. 101, and the Cello and Piano Sonata, op. 102, no. 1. 8 Most notable here is the Fifth Symphony, which in the recall of its third movement within the finale is often viewed as an immediate precedent for the Octet. 9 What is new about Mendelssohn's process-the respect to which he takes this model significantly further-is that the telos of his work is formed out of the realization of these memories. In Beethoven's examples the recalled past almost uniformly forms a preface to the finale (or in the Fifth Symphony, a shock intruding midway through it), but in Mendelssohn's work the cyclic recall-the articulation of the music's selfconsciousness-is the goal to which the entire composition has been striving. 10 The telos is formed out of the synthesis of past and present.
This paradigm would become definitive for later music: the cyclic model established by Mendelssohn in this work would become perhaps the most common type in the next century. 11 By recalling the past movements toward the end of the finale, binding the work's separate parts into one, Mendelssohn creates a design that would be taken up and imitated from Schumann, Brahms, and Franck to Bruckner, Tchaikovsky, Elgar, and Mahler. To overstate the case mildly, it is hard to find a large-scale instrumental work from the end of the Romantic era that does not, in some way, incorporate a brief reminiscence of, or passing allusion to, one of its earlier movements as it nears its conclusion.
The prevalence of the cyclical design in later music points not just to the influence of this one piece by Mendelssohn but to a deeper affinity between the times and this formal idea. The design is particularly fascinating for its resonances with a structure that became especially prevalent in literature and philosophy at the time and remained potent well into the twentieth century. This circular structure, which M. H. Abrams calls "the Circuitous Journey," permeates the writings of contemporary poets and philosophers and underlies many of their conceptions of time and history. Abrams out- The Octet parallels Beethoven's work directly in the return of its scherzo within the finale's development, though in Mendelssohn this is just the first in a succession of instances of cyclic recall. An important distinction between the two works is that Beethoven's (like his Piano Sonata, op. 110 and Mendelssohn's own Piano Sextet of the preceding year) is an example of what I have termed "disruptive" or "non-integrative" cyclicism, differing in function and effect from the Octet's "integrative" proce- lines several of these conceptions (almost every one may be seen to be shared by Mendelssohn's Octet): (1) a self-moving and selfsustaining system; (2) immanent teleology; (3) unity lost and unity regained; (4) progress by reversion-the Romantic spiral; (5) redemption as progressive self-education; (6) the spiral journey back home. 12 Famous examples of this circular journey are, according to Abrams, found in Hegel's Phenomenology of Spirit, Hölderlin's Hyperion, Wordsworth's Prelude, and, in the twentieth century, Proust's À la recherche du temps perdu, and Eliot's Four Quartets. The beginning of the work is the end, but we realize this only at the end, which is reached through the coming to self-consciousness during the journey to get there. Indeed, the end can be reached only through this realization of the journey it has taken.
Mendelssohn's Octet may be seen as an innovative musical expression of the notions of time and historical consciousness that sponsored the trope of the Circuitous Journey and the associated figures that recur throughout the Romantic era: the retrospective recapitulation of a history as a necessary step toward the attainment of a final goal and the recapitulation of the past as a means of progressing into the future. 13 As Goethe claimed, "One cannot understand the present without knowing the past, and the relationship between the two." 14 This historical self-consciousness is one of the defining characteristics of Mendelssohn's age and a fundamental category of what may be termed "modernity." 15 Mendelssohn was perhaps the first to articulate fully this modern conception of subjectivity and historical selfconsciousness in music, and the Octet is the first work in which this project is carried out.
Of all Abrams's examples, perhaps the most promising parallel here is Hegel. The young Mendelssohn knew the philosopher personally, and later, as a student at the University of Berlin, he attended Hegel's lectures on aesthetics. 16 Even before this period of study, it would hardly be surprising to find close affinities between certain aspects of Mendelssohn's work and the world and ethos of Hegel and Hegelianism. Mendelssohn, without doubt highly intelligent, was probably the most deeply cultured and widely read composer in history. The grandson of the "Jewish Socrates," Moses Mendelssohn, and "the spiritual heir" of the humanist tradition of Goethe From the establishment of museums and national galleries, the preservation of early artifacts and paintings, unprecedented philological concern with ancient sources, the Gothic revival, and neo-Classical trends in architecture and visual arts, the early nineteenth century witnessed an unparalleled interest in the works of the past. In music, the decades after 1820 saw the Bach revival and the invention of the modern musical canon, in both of which Mendelssohn played a pivotal role. Other examples of this historical tendency include the Palestrina revival in music and the Nazarene movement in art (one of whose most important figures, Philipp Veit, was Mendelssohn's cousin 18 The closest analogy for Mendelssohn's design appears in Hegel's celebrated Phänomeno-logie des Geistes. In the central portion here I will take up this Hegelian angle to demonstrate how numerous features of Mendelssohn's Octet, and the approach to history and time evinced by them, form remarkable parallels with Hegel's famous work of 1807 and with the Hegelian system more generally. Hegel, however, is not Mendelssohn's only personal acquaintance with whose work the Octet forms notable correspondences. In true dialectical fashion and after much valuable insight, when taken to an extreme the connection between Mendelssohn and Hegel inevitably falters, at which point the figure of Goethe, waiting patiently in the wings, will step forward. Thus the Octet affords us a chance to explore two of Mendelssohn's extraordinary personal connections and the importance they may have for his musical aesthetic.
The Octet as a Phenomenology of Spirit
The basic premise of Hegel's Phenomenology and indeed his entire philosophy, to which the former was designed as a prolegomenon, is the notion of history as a necessary self-sustaining process tracing the coming to self-consciousness of an idea (namely Spirit or Geist) over time. "History is nothing other than the consciousness of the idea of freedom," as he was to contend later in the Lectures on the Philosophy of History. "The history of the world is this evolutionary course and coming to realization of the spirit." 19 The structure of Hegel's philosophy is a circle, or more precisely a spiral, moving out dialectically from an initial unity through contradiction and returning to a recognition and awareness of the self: "Only this self-restoring sameness, or this reflection in otherness within itself . . . is the True." 20 Or, as formulated in the Logic: "Advance is the retreat into the ground, to what is primary and true. . . . The essential requirement for the science of logic is not so much that the beginning be a pure immediacy, but rather that the whole of the science be within itself a circle in which the first is also the last and the last is also the first. . . . The line of scientific advance thus becomes a circle." 21 Within this system, art is a mode occupied by spirit en route to the Absolute, a form or a mode of consciousness in which spirit reflects on itself. Art is a manifestation of the Idea in sensuous form; its category of Beauty arises out of the convergence of the sensuous and the ideal ("the pure appearance of the Idea to sense"). 22 Following Kant's demand that the work of art, to be considered as such, must be an end in itself, complete and self-contained- to be "purposive yet without purpose" 23 -the artwork must, for Hegel, embody the qualities of self-sustaining inner teleology and organic wholeness. Or, to be more precise, the modern artwork must seek these qualities; for Hegel understands art, as he does everything else, in historical terms. The Hegelian notion of a self-generating organic system, coming to self-knowledge at its end through the recollection of its own history in a circular or spiral journey, is strongly reminiscent of the process in Mendelssohn's Octet and later in the Piano Sonata, op. 6, and the String Quartet, op. 13. John Toews has accordingly characterized Mendelssohn's music in quasi-Hegelian terms as the unfolding of an idea over time. Especially in Mendelssohn's early cyclic works, unity is provided "by the recognizable continuity of a pre-given musical subject through a series of transformative variations or episodes," a process in which the musical theme or idea evolves toward "full selfdisclosure." 24 The subject is initially given in "undeveloped or not fully interpreted form," the process of the music being to reveal the subject "as the hidden identity tying together its various movements." 25 In Mendelssohn's work, one could say, spirit has found a way of reflecting on itself, enacting its own comingto-self-consciousness within the work of art. 26 The Octet operates like a large interconnected organic system embodying its own internal teleology and generative process. The large-scale recall of music from past movements in the course of the finale is only the clearest manifestation of the interconnection of all four movements in this work, an ideal toward which Mendelssohn had been working in his compositions of the previous year, for example, the BMinor Piano Quartet. This relationship of "all 4, 3, 2 or 1 movement(s) of a sonata to each other and their respective parts" 27 that Mendelssohn set as one of his compositional principles is manifested in a process of "organic" development and growth that occurs both within the movements and at a higher level across the multimovement structure of the composition. (Organicism, I emphasize, is here understood as a particular historical ideal that explicitly informed the work of Mendelssohn, Goethe, and Hegel, not simply as a reflection of the dominant twentieth-century analytical paradigm. 28 )
Without delving too deeply into the construction of the first three movements, some discussion of these earlier stages of the Octet is useful in establishing the nature of the "or- . This should not, however, be taken to imply that the idea is foreign to Mendelssohn's music; as the composer's statement above shows, the relationship of whole to parts and the unfolding and growth of musical material-"so that one must already know, from the simple beginning, throughout the entire existence of such a piece, the secret that is in the music" (Dahlgren, Bref till Adolf Fredrik Lindblad, p. 20)-was a conscious effort on his part. Mendelssohn's historical situation and his close friendship with such keen advocates of organicism as Goethe indicate just how central this notion is to his compositional aesthetic.
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BENEDICT TAYLOR Mendelssohn's Octet, Op. 20 84 77 First Group ganic system" that will find its consummation in the cyclic recall of the finale. The following analytical section charts the organic growth of material across the Octet.
Cyclic Design and the Organic Growth of Material across the Octet: First Movement
For Friedhelm Krummacher, the thematic process of the first movement's exposition represents the first time Mendelssohn comes close to the ideal of organicism that is a notable characteristic of his mature music. 29 Both thematically and harmonically, this opening movement reveals a continual process of growth from its opening phrase that indeed justifies the analogy with the aesthetic ideal of organic unity claimed by several commentators. The exposition is built on a double-period construction of its two main subject groups, a design that contributes greatly to the unusually broad scale of the movement ( fig. 1 ). (In its scope and breadth the movement immediately asks to be set beside another work in E , the first movement of Beethoven's Third Symphony, an analogy that, as we will see, is not just incidental.) The two main periods of the first group (mm. 1-20 and 21-37, each split into two asymmetrical parts) are immediately repeated (mm. 37-59). This repetition, however, is far from an exact replication of the proceeding music. The exposition is formed from an ever-increasing series of harmonic waves expanding out by step from the tonic E . The supertonic, F minor, implied by the harmonic sequence of the opening theme (mm. 1-4 to mm. 5-7) is more strongly suggested by the V/ii at m. 25. On the return to the first period (m. 37), the passing movement to ii is more strongly articulated, establishing V/F minor for the consequent five measures (41-45). The second phrase of the first theme (m. 45) is now given in F minor. This new tonality is used in turn as the starting point for another expansion up a step to V/G minor for the reiteration of the second period (m. 52), which leads to a sustained dominant pedal of B (mm. 59-67) in preparation for the second group.
The second group shows a parallel construction to the first, offering an immediate repetition in G of its initial phrase and thus returning to the tonality of the preceding section (mm. 52-57) and transforming it into the major. This G major then moves, via C minor, to a temporary A (m. 86), which, however, proves unstable and leads eventually to the confirmation of V/V for the closing theme (B , m. 113). C minor, the relative minor comparatively absent from the exposition, will become in turn the focus of the first part of the development. In short, we are presented with a series of overlapping harmonic expansions up a step of everincreasing scale, which become progressively more firmly established (ex. 1).
Greg Vitercik has likened this pattern to "the vision of organic growth Goethe had propounded in [his] Metamorphose der Pflanzen [1790] , in which the development of a plant is held to reveal the progressive transformation of a single, fundamental cell." "It is not . . . unreasonable," he continues, "to find evidence of Goethe's influence in the structural organiza- tion of the composer's first fully mature work." 30 Complementary to this harmonic procedure is the dense process of thematic manipulation, juxtaposition, and development present across the exposition. Thematically, much of the material of the movement relates back to just two main families of musical ideas, which may be described in their ideal form as an ascending arpeggiated figure, typified by the opening theme, and a turning motive passing by conjunct step, found in its reply (m. 12) and used as the movement's second subject (ex. 2). So basic are these two different motives that it is tempting to view them as examples of the Goethean ideale Pflazentypus-an abstract, ideal type that is not physically present but that lies behind all the representations generated from it, much like a Platonic Idea or Schoenbergian Grundgestalt. Elements from both these families of ideas intercross within each theme group, forming contrasts, juxtapositions, and latent relationships. Furthermore, both families derive from the same source-the very opening measures of the Octet. As R. Larry Todd has demonstrated, the arpeggiated opening theme, soaring from the first violin's low g up and over three octaves to a 3 , conceals what is essentially a four-note turning figure, the underlying voice-leading being reducible to the neighbornote prolongation of scale-degree 3 , G-F-A -G (ex. 3). 31 This subthematic motive may be seen to generate innumerable related figures across the course not only of the exposition but indeed of all four movements of the work. The winding motive (mm. 12-13) that follows the answer to the first phrase clearly incorporates this neighbor-note turning figure into what is essentially a 1 -2-3 ascent barely hidden by the octave displacement of the final G (ex. 4a). In the consequent phrase, this figure is sequenced out across in the upper voice. In Schenkerian terms, the middleground of the first subject group may be read as prolonging this 3 , starting from the first sonority of the piece-the throbbing measured tremolo with g 1 in violin II-and the first note of the melody line in the first violin (g), through the weak first perfect cadence of m. 9 (again with G in both upper parts), the momentary cadence of m. 13, and the melodic close of m. 21 (violins I and II; ex. 5).
The importance of this procedure lies in the life and sense of incompletion with which it endows the movement; although the formal architectonic construction of phrases remains intact, the articulation of musical paragraphs is undercut, as if the flow of the music were continuing unabated across the ends of musical phrases, ever pressing on. This open-ended quality is a much-remarked upon feature of Beethoven's "heroic" style; here Mendelssohn imbues his work with a similar quality of forward striving that Scott Burnham has read as a mark of the Goethezeit, or age of Hegel. 32 The second subject is a further variant of the turning motive, a conjunct winding figure that unfurls from its pedal B and returns back to it again. This idea, whose second half is merely a rhythmically altered repetition of the first, changes via successive statements into a pendant phrase (mm. 75-77) that is both a modification of the second theme's second half and equivalent to this theme's inversion (ex. 4e and f). Much of the movement's seemingly "a-thematic" material-particularly, the extraordinary sixteenth-note scale passage in all eight voices that forms the celebrated retransition recapitulation, plus numerous similar passages of apparently standard passagework-may be considered to grow from this group of motives.
The first group, the arpeggiated family that grows from the opening theme, exhibits a comparable process of development and modification (ex. 6). The first theme is continued in the bass of m. 9 in a new variant that emphasizes degree 6 , treated as an appoggiatura to 5 , which will form an important feature later in the work (ex. 6b). This figure will be inverted when these measures are reiterated in F minor at m. 45 (ex. 6c). The new sixteenth-note figure of m. 21 is, as suggested, a further derivative of the opening motive, articulating an E arpeggio now confined to a single octave (ex. 6d). Most memorably, the opening theme provides the basis for the exposition's closing theme (mm. 113-27, ex. 6e), to be recalled-in a further transformation-at the close of the work. Example 6: Variants of first family of motives, movt. I. 86 Example 7: Relationship between tail of second subject and first subject theme, movt. I.
As Krummacher has indicated, though, the relationship between themes is not just one of static juxtaposition; it involves the forming of new connections between themes that had at one stage seemed unrelated. 33 The continuation of the second period of the second subject is a noteworthy example. The sixteenth-note figure of the first group's second period (m. 21) had appeared more closely related to the arpeggiated motive than to the turning figure. However, after the pendant to the second theme has continued at m. 84, the sixteenth-note motive enters in inversion, continuing the melodic sequence initiated by the preceding theme (m. 88, ex. 7). The two figures-the first drawn openly from the second subject and conjunct in motion, the second derived from the first theme and fundamentally arpeggiated save for one passing note-are revealed as interchangeable, establishing a connection between the first subject and the arpeggiated family of motives and the second theme.
In this imposing opening movement, Mendelssohn is clearly emulating Beethoven's achievement, above all in the Eroica, via the dynamic internal teleology and continual growth, contrast, opposition, and subsequent revealing of latent relationships between two basic subthematic concepts. (For many writers this feature of Beethoven's music has proved attractive as a musical presentation of a process often considered "Hegelian," although this view is not without its problems. 34 Mendelssohn is taking up the teleological drive associated with Beethoven's "heroic" style; he will go beyond this model in the subsequent extensive thematic connections he establishes between movements, which fuse this linear momentum with a broader circular movement resulting in a spiral trajectory that is quintessentially Hegelian, even Goethean. This process of "organic" unfolding and development, both thematic and harmonic, is followed in each of the following movements. As Greg Vitercik has shown, the second theme of the third-movement scherzo grows almost imperceptibly from a tiny detail of the first theme-the B of m. 4. 35 David Montgomery has described the second movement, Andante, as an exceptional case of organicism in which the larger form of the movement seems to be foreshadowed in a "complex motivic prototype based upon an abstraction of Goethe's luxurious super-plant." 36 More specifically pertinent for this study, many details of the Andante stem from the first-movement material, thus forming the first link in the work's nexus of cyclic interconnections.
Thematic Connections between
Movements-the Andante and First Movement
The development section of the first movement represents a crisis point. After the exposition's closing theme has continued across the double bar, a transition (ex. 6b) leads to a vehement statement of part of the first subject's second period, transformed in a new C-minor context (m. 137). While the rushing sixteenth notes in the lower parts are recognizable, the double-dotted descending arpeggio in the treble and repeated quarter notes seem less familiar. It is only when this two-measure unit is repeated at m. 139 that we realize that these three quarter notes, heard off the beat and now outlining a descending third, form a version of the lyrical reply to this sixteenth-note figure in m. 22 (cf. ex. 8 with ex. 4c, p. 139). Moving from C minor via a diminished seventh implying V 7 of F minor, the passage ascends in a series of movements up a fourth to B , which soon collapses to a six-four of D major. This key is only transitory, though, and the music soon returns to C major, understood as V of the evident goal of F minor (m. 147). The quarternote figure is gradually liquidated, a forlorn hint of a new theme glides over in the first violin, and then the music settles on F minor for a statement of the second subject's theme (m. 164). This climax, having reached a climactic impasse on a dissonant minor ninth and subsequently disintegrated in trudging quarter notes, unmistakably echoes that in the development section of the Eroica Symphony. More important, however, is the material from this aporia in the first movement, which spills out to become the starting point of the slow movement. The Andante's opening measures derive in two respects from the development section of the first movement (ex. 9). Starting from an empty fifth that reveals itself in m. 2 to belong to C minor, the repeated eighth-note figure on the last three beats of m. 1 is a further metamorphosis of the hammering quarter notes of the first movement, while the theme that enters in m. 2 is made up of the same descending third that went with this rhythm.
In this manner, the development's material -20) . The idea of a continuous, unilinear teleological progression might adequately characterize mid-eighteenth-century views of history and historical progress-as crystallized, for instance, by French materialists like La Mettrie and Turgot-but it is a poor match for the post-revolutionary theories of thinkers like Hegel. In this sense, Beethoven's "heroic" works could be thought of as perpetuating an outdated-indeed predominantly Frencheighteenth-century ideal, vainly sustaining an alreadydoomed revolutionary hope throughout the Napoleonic era. A more nuanced reading of this music's "Hegelian" qualities is given by Scott Burnham in Beethoven Hero, pp. 121-24. 
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The connection between the two movements was further clarified by Mendelssohn in his 1832 revision of the Octet prior to publication; in the original 1825 version the start of the first movement's development had returned to a statement of the first theme in the tonic before moving to G minor for the equivalent of m. 137. By excising these measures Mendelssohn downplayed the more literal parallel between the events in the development and those in the exposition, but simultaneously avoided an unnecessary reduplication of the first theme and tautened the section's harmonic progression, making the relation of this passage to the slow movement even more apparent.
separates into its constituent rhythmic and thematic elements in the Andante. Furthermore, in harmonic layout, the Andante's opening section closely follows that of its development. After its initial presentation in m. 2 the Siciliano theme is repeated immediately in sequence on the subdominant, F minor, but then, miraculously, its A is taken up in m. 4 by the violins, which, entering for the first time, reinterpret the note as 5 of D major. Within the space of its opening four measures the movement passes from C minor via F minor to D major, where it remains for the next twelve measures. The remarkable tonal latitude opened up by the slow movement is almost exactly that traced in the preceding movement's development section, which has already served as the source of its thematic content. 37
Example 9: Start of Andante movement. 38 Hegel, Phenomenology of Spirit, p. 492.
The progression of the work thus far is somewhat akin, then, to a dialectical process-or stated in Goethean terms, a process of Polarität und Steigerung (opposition and enhancement)-in which an initial statement gives way to its contradiction. The first movement's exposition gives rise to its Other, the C-minor-dominated development section, which is taken up at a larger level in the second movement: "The other side of its Becoming, History, is a conscious, self-mediating process-Spirit emptied out into Time; but this externalization, this kenosis, is equally an externalization of itself; the negative is the negative of itself." 38 The subtle tonal disjunction found in the center of the work, between the second movement and the scherzo (a Phrygian cadence in C heard as V/F minor, followed instead by G minor), forms a type of dialectical step up. The scherzo and finale will similarly exist in a complementary relation to each other, the former subsumed into the latter across its course. Finally, the movement of the whole will turn back into itself in the finale's coda, which brings again the music of the first and 51 second movements at a higher level. In this movement the threads interlaced across the entire work are recalled and bound up together in a synthesis of the preceding parts that looks beyond any prior model and prefigures virtually all future attempts at cyclicism.
Cyclic Recall: The Finale
The finale is, as Krummacher has argued, the first irregular structure of Mendelssohn's oeuvre. 39 Nearly all of the material is given at the start in a thematic complex consisting of four main elements (a, b, c, and d, ex. 10). Although each of the four ideas is clearly distinct, all nevertheless share common features:
the rising fourth of b is taken from the immediately preceding answer of a, which is heard continuing underneath; the rhythm and phrasestructure of c are virtually identical to those of the statement of b that c completes; and d returns obviously to the eighth notes of a, outlining a new, cadential-sounding harmonic progression.
The most salient point about this thematic exposition is its terseness; by m. 63 (of a 439-measure Presto movement) all the main material for the movement has been heard. This is chiefly due to the nature of the themes: the first is already given in fugal presentation, leaving little potential for development; the second and third, while open-ended, are likewise too forthright for intricate development; and the fourth sounds already like an ending, if a curiously incomplete one, lacking any real melody. In short, it is not immediately obvious that a large final-movement structure can be created from just these four distinctive motives. The following section (mm. 63-189) consists merely of a strophic variation of the first that moves to the dominant and thus functions as the second half of the exposition.
What the movement really needs is the injection of new material to sustain it for longer than the 190-odd measures taken to reach its secondary area. This need for fresh thematic substance will be fulfilled by way of the reintroduction of elements from past movements. To put it simply, the cyclic recall in the Octet's finale is motivated by the immanent demands of the movement; the return of past music completes the vacant potential of the finale's own thematic material. The nature of the opening thematic complex is thus intrinsically related to the finale's form: the movement demands the introduction of further, "new" melodic material.
The exposition has indeed hinted at this relationship to music previously heard, prefiguring the process of the coda that will be formed from the increasingly unambiguous recall of these past ideas. Theme a, as Todd suggests, recalls the second subject of the first movement, and both themes a and b demonstrate affinities to the scherzo-the former, to its sixteenth-note accompanimental figure, the latter, to the rising-fourth head-motive of the scherzo's main theme. 40 The twice-heard cadence to B toward the end of the exposition outlines a plagal cadence familiar as a characteristic sonority from movement I (mm. 34-37), preceded by a winding chromatic line in Example 11: Finale, countersubject (a 2 ).
quarter notes that further recalls that movement's coda (mm. 137-45 and 149-65). Later in the development section, a fortissimo statement of a new countersubject (a 2 ) seems to offer a distant echo of the first movement's development in its strident rhythm and descending arpeggiation (m. 243, ex. 11).
The first explicit instance of cyclic recall is the appearance of the scherzo theme at m. 273. Though its material had been prepared by the rising fourth of theme a immediately preceding it and by the accompanimental eighth notes of b, 41 this sudden flashback to the earlier movement, set off from its surroundings by an unexpected drop in dynamic to pianissimo, is nonetheless both sudden and startling. It is both an organic outgrowth of the finale's material and yet an interruption. Charles Rosen has aptly described the qualitative difference between Mendelssohn's procedure here and earlier precedents for this cyclic recall-most famously Beethoven's in his Fifth Symphony. Rather than occurring after a fermata, bringing the movement to a momentary halt, the cyclical interruption is "integrated seamlessly into the texture." "We find ourselves back in the scherzo almost without being able to put our finger on the exact point that it returns." 42 The scherzo is initially heard twice, in F and E , interspersed with closely related material drawn from themes a and b. The spatial separation created here by the division of the eight This "organic" connection between the two has been pointed out by several scholars. Krummacher argues that the finale's opening material is inherently scherzo-like from the start, so that the lapse into the earlier movement, when it comes, is merely the logical outgrowth of its own latent characteristics. (Mendelssohn- instrumental players into two quartets-one given the scherzo theme, still at its original pianissimo, the other that of the finale-almost suggests that the scherzo has been going on in the background throughout the finale, continually present "behind" the movement at a different level of aesthetic presence or time. This passage culminates in a fortissimo statement of the scherzo theme in its original key, G minor, alongside the repeated half notes of theme c with which it is contrapuntally counterpoised. After being sequenced from G up to E , the scherzo theme is then heard in inversion in the bass against theme c. From this, a brief passage-inspired, no doubt, by the finale of Mozart's "Jupiter" Symphony-combines five of the themes heard so far in a remarkable display of compositional ingenuity. This climactic fusion of scherzo and finale material leads into the final section of the piece, preceded by a pedal-point of twenty-eight measures on the dominant. This coda marks the culmination of this process of cyclic recall, incorporating an increasingly clear series of references to earlier parts of the Octet. Leading out of the contrapuntal tour de force of the preceding measures, the music recapitulates the second and third themes of the opening thematic exposition over a sustained dominant pedal, continuously building tension that is finally released as the dominant moves down to a I 6 3 . The new passage here, the first of the coda's three allusions, seems unmistakably to conjure up the first movement without being a direct citation (m. 355, ex. 12). Its first two phrases return to the arpeggiated construction of the first movement's main theme, specifically the passage of mm. 32-36, highlighted the second time around by the prefatory quarternote linear ascent (371-73) that matches the eighth notes of movt. I, mm. 32-33. 43 Particularly characteristic are the D and C trills and the associated I 7 and iv harmonies of mm. 357 and 361, which recall innumerable instances of these-or closely related-sonorities in the first movement. 44 The soaring line of m. 363 that answers this passage likewise seems to hark 43 In Mendelssohn's 1825 version, the first movement was written in double note values, so the notated correspondence was originally exact. 44 For example, see the first theme and near-identical halfdiminished ii 7 at m. 7, or the cadential passage of mm. back to the closing theme of the first-movement exposition, particularly in the upper appoggiaturas 4 -3 and 6 -5.
Yet elements of this section may also be considered to have been prefigured in the finale. The phrase of m. 355 stems from the first movement, but it is also a metamorphosis of the cadential passage from the finale's exposition, which had itself seemed to allude to the earlier movement (mm. 137-45 and 149-65). In addition, the eighth notes of theme a clearly continue in the inner parts throughout the section, as they will until the very end of the work. In its thematic construction the coda is thus equally close to the finale and to the first movement. This equipoise might account for one of the extraordinary attributes of this codathe fact that it manages to sound familiar without having being heard previously.
The second part of the coda returns to the world left behind in the slow movement. Under the eighth notes of a, the lower voices reiterate the same progression from the first movement's development that had spilled out to form the Andante (ex. 13). The rhythm is the same-the three repeated half notes heard at both movt. I, m. 138 and movt. II, m. 1-and the harmonic progression-a diminished seventh functioning as C 7 , moving to F minoralmost identical. Again, this passage is not altogether unfamiliar from the finale, because its gestures have been echoed earlier in the Amajor section of the development (mm. 243ff.). Here, however, as Vitercik has shown, the progression, which has been a recurring agent in so many of the Octet's themes, is now anchored in E major, the E leading to ii in the violin neutralized by the tonic pedal in the bass and the harmonies returning to E via a diminished ii 7 at m. 392. 45 Finally, Mendelssohn gives us the most explicit recall of all-the return of the first-move- Example 15: Transformation of first-movement theme into that of the finale's coda.
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"What had seemed to be a carefully controlled drive towards closure within the confines of the finale is revealedin a thrilling instant-to be the beginning of a gigantic cadential gesture that encompasses the whole of an unusually expansive four-movement work" (ibid., p. 136). ment exposition's closing theme, in rhythmic transformation, now combined with the eighth notes of d (m. 403, ex. 14). The fleeting glimpses of past themes have become clearer and clearer, culminating in this transparent reference to the first movement in the very last measures. This latter figure (d) had all along seemed to be curiously missing something, to lack a theme of its own. The union of the first-movement theme with this passage from the finale's opening complex finally reveals that this passage has all along been the accompaniment to the earlier theme, adumbrating a harmonic progression familiar from the very first measures of the composition. 46 The finale's closing theme finds its completion in the fusion with the first-movement theme, its latent potential now realized as it ties the two movements together. And this earlier theme finds its last metamorphosis in union with the finale's theme (ex. 15). By merging its finale and first movement 149 BENEDICT TAYLOR Mendelssohn's Octet, Op. 20 the Octet has found a telos that is the fusion of the two.
Far more than in a simple combination of themes, both parts are here fused yet transformed into something new. The closing section of the finale contains both the first movement and finale together, yet it is neither one exactly. The music merges the two, dissolving their individual identities simultaneously and hence transcending them. The two movements, in other words, are aufgehoben (preserved, annulled, raised up), in Hegel's celebrated use of the term. The goal of the entire work is this allencompassing synthesis of the separate parts of the Octet, where beginning and end are one.
The coda to Mendelssohn's Octet thus presents a recollection and summary of the journey of the whole work, an explicit realization of the music's own history, whose goal is the musical analogue of self-consciousness. As Hegel wrote, in the penultimate sentence of his famous work: "The goal, Absolute Knowing, or Spirit that knows itself as Spirit, has for its path the recollection of the Spirits as they are in themselves and as they accomplish the organization of their realm." 47 As we have repeatedly seen, the form of this coming to selfconsciousness is necessarily circular: "It is only as this process of reflecting itself into itself that it is in itself truly Spirit. . . . The movement is the circle that returns into itself, the circle that presupposes its beginning and reaches it only at the end." 48 The moment in which this self-knowledge is attained, in which the underlying idea that has lain behind all the different surface manifestations is recognized, is the point of supreme synthesis. The linear has become verticalized, the ("spatial") temporal progression fused into an instant: "[As to] the moments of which the reconciliation of Spirit with its own consciousness proper is composed; by themselves they are single and separate, and it is solely their spiritual unity that constitutes the power of this reconciliation. The last of these moments is, however, necessarily this unity itself and, as is evident, it binds them all into itself." 49 In this epiphanic moment when everything comes together into a unity and this unity is recognized by the music, the journey of the spirit through time is completed, and history, in some form, is at an end.
In the Notion that knows itself as Notion, the moments thus appear earlier than the fulfilled whole whose coming-to-be is the movement of those moments. In consciousness, on the other hand, the whole, though uncomprehended, is prior to the moments. Time is the notion itself that is there and which presents itself to consciousness as empty intuition; for this reason, Spirit necessarily appears in Time just so long as it has not grasped its pure Notion, i.e., has not annulled Time. 50 Commentators disagree over whether Hegel is seriously suggesting here that time and history are completed when Geist comes to full self-knowledge, that is, with his own philosophy. 51 But the passage does seem to suggest that Time, in some sense, is qualitatively changed, whether suspended or effectively halted, when this self-knowledge is reached. When, one might ask, does this "moment" occur? Or rather, what happens when it does? The Octet is notable for continually pressing onward to some such final synthesis. But perhaps the ultimate point is never reached. As in so many Romantic works, the supreme reconciliation and integration of every individual into the whole is always imminent but never arrives. The two approach each other asymptoti- 47 Hegel, Phenomenology of Spirit, p. 493. See further p. 492: "As its fulfillment consists in perfectly knowing what it is, in knowing its substance, this knowing is its withdrawal into itself in which it abandons its outer existence and gives its existential shape over to recollection. . . . But recollection, the inwardizing of that experience, has preserved it and is the inner being, and in fact the higher form of this substance. So although this Spirit starts afresh . . . it is none the less on a higher level than it starts." cally to produce what Hegel would call a "bad infinity." More likely, given Mendelssohn's "classical" leanings-the desire to reconcile and harmonize, the elective affinity to the aesthetic maxims of his friend Goethe and teacher Hegel-the final realization of this process is reached in the very last passage that synthesizes first movement and finale into one. This realization achieved, the piece ends; time ceases. The "frame" at either side of the music is the annulment of time, the silence at the end of the work, the sound of eternity.
The Octet and Musical History
The process of synthesis enacted in the Octet is fascinating given Mendelssohn's highly developed historical consciousness and his knowledge of the musical past. Indeed, one might wonder if the analogy may be taken further: might Mendelssohn's work actually outline a comparable process within the context of musical history? Might not the "historical interest" within such a cyclical work parallel a broader attitude toward the musical past? After all, if the Octet were fully comparable to the Phenomenology of Spirit, Mendelssohn's work would have to recapitulate and synthesize the entire previous course of music within itself, forming a summation and apogee. 52 As Hegel would demand of modern philosophy, "everything that at first appears as something past and gone must be preserved and contained; it must itself be a mirror of the whole history." 53
Such an idea might seem attractive on a number of counts. The Octet is habitually read as the culmination of Mendelssohn's musical "apprenticeship," the first emergence of his mature voice in what is, like the Phenomenology for Hegel, his first major work. The offspring of the series of string symphonies and chamber pieces written between the ages of eleven and fifteen that move from Handel and C. P. E. Bach to Haydn and Mozart, the Octet is usually viewed as growing out of these influences of the past and synthesizing them into something unique and individual. This formation seems borne out by Zelter's famous declaration the previous year: "From today on you are a boy no longer; I proclaim you a journeyman in the name of Mozart, in the name of Haydn, and in the name of the elder Bach." 54 The references and allusions to past historical styles seen by some commentators in the Octet-the Siciliano topic of the Andante's opening and stile antico suspensions of its second subject, the Handelian fugue of the finale and the Beethovenian ambition of the first movement, the thoroughly modern (and entirely Mendelssohnian) scherzo-encourage this kind of view. 55 Like Hegel's work, the Octet presents "a gallery of past images, a moving pageant of historical scenes" that are drawn together at the end into a higher synthesis. This finale, like that of Mozart's "Jupiter" Symphony that served as a model, 56 seems to sum up and crown this glorious history, a trope that 20 was particularly prevalent at the time. As the French critic Saint-Foix wrote apropos Mozart's final symphony, "with a sovereign grace, eloquence, and force, the master in his thirtysecond [sic] year gathers up all the elements his most glorious predecessors have used and reveals to us all that music has achieved up to his time, and what it will do nearly a hundred years later." 57 The idea of embodying the progress of music history within the structure of an individual piece is also found explicitly in the music of one of Mendelssohn's leading contemporaries, Louis Spohr, the four movements of whose Symphony No. 6 in G Major (Historische Symphonie), op. 116, are meant to depict the progression of music from Bach and Handel (1720) to Haydn and Mozart (1780), Beethoven (1810), and the present day (1840). 58 The analogy is deceptive, though. For it is only with great difficulty that one can trace any historical development of styles or topics across Mendelssohn's work. We start out with a soaring "Beethovenian" movement, move back to the eighteenth century with the second-movement Siciliano, and continue regressing to a polyphonic church style. To outline the matter with drastic simplicity, Beethoven leads to Mozart, to Palestrina, via Mendelssohn, to Handel, and back again to Mendelssohn. The musical order of styles simply does not match the historical chronology suggested; the musical progression is nonchronological. Whatever the Octet might be thought of in its depiction, it is certainly not the progression of music history to ca. 1825.
BENEDICT
On deeper reflection, this is not really that surprising. Mendelssohn, for all his highly developed historical sense and the personal and cultural connections with Hegel, was neither a believer in musical or artistic "progress," nor, really, a "Hegelian" in the strict sense. The Octet's own musical "history," the recurrence and synthesis of the past into the music's telos, is remarkable for closely following a Hegelian process, but any wider interpretation that the internal process of Mendelssohn's work somehow encapsulates Hegel's view of history in the broader sense is doomed to fail. This is the point where the analogy between Mendelssohn and Hegel finally becomes strained and points to fundamental differences between the two figures and their attitudes to history. The two may have a great deal in common, but when taken too far the congruence between their views ultimately breaks down.
Whether Hegel actually believed in the idea of unremitting progress so often attributed to him-whether he himself was quite as "Hegelian" as some of his later followers-is moot. Certainly he hoped that the movement of the spirit through world history was a progressive journey, but his views on art and on the notion of artistic progress were far less straightforward. His love for the Greeks, in common with that of many German intellectuals after Winckelmann, knew almost no bounds, and he famously declared in the Aesthetics, "of all the masterpieces of the classical and modern world-and I know nearly all of them, and you should and can-the Antigone seems to me to be the most magnificent and satisfying work of art of this kind." 59 (Some of Hegel's followers similarly worshipped the medieval German-Christian past, a tendency on which Mendelssohn was known on occasion to com-57 Saint-Foix, quoted by Elaine Sisman, Mozart: The "Jupiter" Symphony (Cambridge: Cambridge University Press, 1993), p. 34. The idea of music history having reached a zenith (and perhaps already passed its high noon) is echoed often in the critical and journalistic writing of the time. One of the standard contemporary guides to music history, Kiesewetter, Geschichte der europäischabend-ländischen oder unsrer heutigen Musik (Leipzig: Breitkopf and Härtel, 1834), voiced such sentiments, whereas A. B. Marx contended later that the peak had already been reached: with Beethoven, musical art had "come of age" (Marx, Musical Form 63 Eric Werner, however, suggests that Mendelssohn was indebted in serious ways to Hegel's views. Listing the affinities in their aesthetic outlooks, Werner cites a letter purportedly written by Hegel to Mendelssohn in 1829, in which the philosopher responds to questions the composer had put to him concerning the aesthetics of music and in particular the relationship of music and words. The former discussion is not especially convincing, being composed of general points that might be shared by anyone at the time, and the original source for the letter-unspecified by Wernerhas never been found. 64 Others, like Susanna Großmann-Vendrey, quite sensibly treat Hegel as one of several formative figures whose viewpoints, while not necessarily matching precisely, are broadly congruous with Mendelssohn's. 65 Mendelssohn was certainly not an unreserved admirer of Hegel, which in part may be due to the understandable antagonism Hegel's pronouncement on the death of art and the indeterminacy of instrumental music would have produced in any promising young composer. "It is unbelievable," Mendelssohn protested after Hegel's lectures, "Goethe and Thorwaldsen are still living, and Beethoven died only a few years ago, and yet Hegel proclaims that German art is as dead as a rat. Quod non! If he really feels thus, so much the worse for him, but when I reflect for a while on his conclusions they appear to me very shallow." 66 Much 60 "One thanks God that these highly-prized middle ages are over never to return. Don't say this to any Hegelian, but it is true, and the more I read and think on the subject, the more clearly I feel this" (letter to his sisters, Naples, 66 Letter to his sisters, Naples, 28 May 1831, Briefe, I, 155. For Hegel, art, religion, philosophy, history, and even political institutions and laws are all manifestations of Geist. However, as seen by the supposed decline of Greek art with the rise of philosophy (a theme later rehearsed by Nietzsche), philosophical formulation and self-consciousness necessarily follow after art has peaked-in Hegel's famous image, "The owl of Minerva spreads her wings only at the falling of the dusk" (Philosophy of Right, preface). Since the history of Geist had been philosophically formulated for the moment by none other than Hegel, art was presumably in a necessary period of decline. This was hardly going to be music to Mendelssohn's ears.
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BENEDICT TAYLOR Mendelssohn's Octet, Op. 20 of Mendelssohn's progress would stem ultimately from his desire to rebut Hegel's "conclusions." In both his historical self-consciousness and his insistence on the comprehensibility of instrumental music, Mendelssohn may be regarded as one of, if not, the first of the musical "moderns." 67 As with Goethe, artistic creation, not dry, obtuse theorizing, was the critical consideration for Mendelssohn, an attitude that would contribute ultimately to the breakdown of his friendship with a theorist of similar predisposition, A. B. Marx.
In terms of documentary evidence, the case is inconclusive. Mendelssohn obviously had personal contact with Hegel, undoubtedly knew something of his philosophy, and later studied under him, but quite how far one can go in relating their aesthetic and philosophical viewpoints remains a matter of personal discretion. I have suggested here that the two do have a great deal in common, though this may be as much through common affinities in outlook and mutual interests as from the direct influence of Hegel on the younger composer. Pushed too far, the relationship becomes strained. The parallels between Hegel's philosophy and Mendelssohn's music can indeed be taken far, but at this last "historical" stage the two finally diverge. At this juncture a new model must be formed.
The figure to whom Mendelssohn's aesthetic viewpoint corresponds most closely in the matter of time and history is undoubtedly the other great figure of German culture and Mendelssohn's major spiritual mentor, Goethe. Goethe's and Hegel's viewpoints were not entirely incongruent, but they differed in several significant ways. Both Goethe and Hegel, not dissimilarly to Mendelssohn a generation later, constituted the "Klassiker," not "Romantiker," in German culture; they favored the classical and rational, distrusting what they saw as the spiritual and emotional immaturity of Romanticism. In Goethe's famous phrase, "Classicism is health, Romanticism sickness." 68 Mendelssohn, likewise living in a generation putatively marked by a preference for adolescent emotions and the shallow quest for novelty at the frequent expense of lucidity, harmonious balance, and artistic maturity, was wont to complain at times of the Pariser Verzweiflungssucht und Leidenschaftssucherei (a particularly untranslatable phrase, suggesting perhaps "Parisian mawkishness and indulgent searching for passion") of some of his contemporaries. 69 The bond between Goethe and Hegel was respectful yet guarded. Hegel, late in life, would write to Goethe in a spirit of intellectual kinship, expressing his profound debt to Goethe's example: "When I survey the course of my spiritual development, I see you everywhere woven into it and would like to call myself one of your sons; my inward nature received from you nourishment and strength to resist abstraction and set its course by your images as by signal fires." 70 Goethe's relationship to Hegel was more wary. While he was broadly in accord with Hegel's "classical" leanings, love for the antique past, and distrust of the youthful Romantic movement, he was put off by Hegel's abstraction and proverbial philosophical obscurity. "Nature does nothing in vain. . . . Her workings are ever alive, superfluous, and squandering in order that the infinite may continually be present because nothing can abide. With this I even believe I come close to Hegel the infancy of Germany's entry onto the stage of European culture and the dawning historical self-consciousness of the age, a pressing concern for the young author in the 1770s and 80s was the relationship of the new literary tradition he hoped to build with the glories of the vanished classical past.
The famous journey to Italy in 1786-88 seemed to provide him with an answer. The journey helped persuade him that the key question was one of situating the past within a living tradition. Parting ways with the efforts of the youthful Sturm und Drang movement, of which he had been perhaps the leading literary embodiment, the poet now began to realize the full importance of an artistic tradition. 79 This realization partly explains the classicizing strain in Goethe's work from the late 1780s onward, the movement away from the adolescent rebellion and Promethean striving of Götz von Berlichingen, Die Leiden des jungen Werthers, and the Urfaust to a more mature, harmonious, consciously "classical" art that is not afraid to allude to and grow from its illustrious predecessors. 80 History and artistic tradition are conceived as the constituents of a dynamic process, each part of which is imbued with both continuity and an ongoing organic growth and development from what has preceded it, in a vision not unlike that of Hegel. In contradistinction to Hegel, however, the past, for Goethe, never is and can never be superseded.
Goethe's outlook, as Susanna Großmann-Vendrey has shown, is remarkably similar to Mendelssohn's. 81 Großmann-Vendrey has called attention to a letter the composer wrote from Italy articulating his views on the relationship of his music to the past. The past, he insists, can never be repeated but only continued through an inner spiritual necessity. Any similarity between his own music and that of his great predecessors results not from "dry, sterile imitation" but from a spiritual penetration into the essence of the past and a shared empathy with the eternal truth that gives rise to this correspondence. 82 The paradox here, as James Garratt points out, is that in defending himself against the charge of imitation, Mendelssohn is almost directly paraphrasing one of Goethe's own letters from Italy. 83 Likewise, the notion that assumed great importance for Mendelssohn is the existence of an artistic tradition and one's position as a continuation of and outgrowth from this heritage. In the conversations reported by J. C. Lobe, the composer insists that there are no completely new paths in music, only a "continuation slightly farther" down the one true path. 84 The series of "historical concerts" that Mendelssohn organized in Leipzig, where the music of the past was presented in chronological order up to the present day, played an important role both in deepening the public's awareness of their cultural past and in the formation of the Austro-German symphonic "canon." 85 Also significant here were the young composer's personal encounters with Goethe himself, in which, as Mendelssohn relates, he played on the piano the music of the various great com- posers "in chronological order" so that the elderly poet could understand the development of music. 86 This deeply respectful attitude to the great achievements of the past is characteristic of Mendelssohn's aesthetic outlook throughout his life. 87 His principles on this matter and their relation to the aesthetic idea of the "classical" have been subject to much inquiry, especially in German scholarship. Carl Dahlhaus has conjectured that for Mendelssohn certain models of composition stood out as ideal paradigms: the classici auctores Bach and Handel for the liturgical passion and oratorio, Gluck and Mozart for the opera seria and buffa, Haydn and Beethoven for the string quartet and symphony. 88 Garratt has drawn an analogy between this historical tendency in Mendelssohn's music and the idea of "translation" between the past and present-the idea of the partial appropriation of a historical style in dialogue with the composer's own contemporary idiom-to explain some of this composer's more "historicist" works. 89 Similarly, Michael Steinberg has argued that Mendelssohn's conception of the "classical" was the antithesis of the historicizing strain of thought that arose in the nineteenth century and found a culmination in the historical performance movement, that is, in the wish to situate each document from the past within its historical context, thus turning history into a desiccated archive of marmoreal relics from the past. 90 For Mendelssohn, the great works of the past were constantly alive, reinventing themselves anew. There is no antithesis between the classical and the modern; the truly classical is the eternally modern (the traditional stile antico e moderno), as summed up in Mendelssohn's words "daß alles Alte Gute neu bleibt" (that everything old and good remains new). 91 This attitude is demonstrated perfectly in the music Mendelssohn wrote for the revivals of Sophoclean tragedy, the settings of Antigone and Oedipus Coloneus.
Goethe's views on time and history are perhaps crystallized most profoundly in Faust, begun in the early 1770s and completed only the year before the poet's death in 1832. As Ilse Graham has suggested, "Faust's understanding of and relation to time is at the heart of Goethe's drama," even "the central theme of the play." 92 After all, Faust's wager-the linchpin of the story-is concerned with the joys of the fleeting moment and the desire to clasp hold of this, an entirely original addition of Goethe's to the original sixteenth-century morality tale: 157 BENEDICT TAYLOR Mendelssohn's Octet, Op. 20 (Were I to say to the fleeting moment: "Yet stay a while! You are so beautiful!") Now this is especially interesting since, as we know, there is a direct connection between Goethe's drama and Mendelssohn's Octet. The scherzo of Mendelssohn's work, on his sister's authority, was inspired by the Walpurgisnacht's Dream episode of part I of Faust:
Wolkenzug und Nebelflor Erhellen sich von oben. Luft im Laub und Wind im RohrUnd alles ist zerstoben.
(The train of clouds and veil of mist Lighten from above, A wind sweeps through the grass and leavesAnd everything has vanished.)
To me alone, he told his secret. The whole piece is to be played staccato and pianissimo, the individual tremolos coming in here and there, the trills passing away with the quickness of lightning; everything is new, strange, and yet so insinuating and pleasing. One feels so near the world of spirits, lightly carried up into the air; one would like to take up a broomstick and follow the aerial procession. At the end the first violin takes flight with feather-like lightnessand all has vanished. 94 This piece of evidence has inspired R. Larry Todd to propose a Faustian reading of the Octet as a whole, based on the first part of Goethe's drama, which had been published in 1808. 95 This kind of theory, naturally, is intriguing. While there is no proof that anything more than the scherzo was connected with Goethe's play, one cannot rule out a wider association, especially given Mendelssohn's habitual reticence concerning disclosure of the extramusical "content" of his music. At the time of the Octet, Mendelssohn was just beginning his brief though fruitful artistic friendship with A. B. Marx, an advocate of basing musical compositions on "extramusical" literary or historical ideas, and numerous works from the following years would indeed be based on literary textseven on two of Goethe's poems in Meeresstille und glückliche Fahrt. Perhaps the most celebrated work written under this aesthetic, the overture to Shakespeare's A Midsummer Night's Dream, was written less than a year after the Octet.
The extent to which one wishes to take this Faustian analogy is obviously a matter of opinion, but the intimate link between Mendelssohn's work and Goethe's, together with their close artistic and spiritual relationship, is undeniable. At any rate, the connection provides a nice "hermeneutic window," in Kramer's phrase, on to the Octet. 96 In 1825, the year in which Mendelssohn composed the Octet, Goethe had resumed work on the second part of the magnum opus that had been projected as early as 1796; the elderly poet even gave Mendelssohn an autograph copy of excepts from the first act of Faust, part II in 1830 (plate 1).
In this context it is hardly surprising to discover that the views on time held by Goethe and articulated by him in Faust are echoed in the process of his protégé's Octet. The Octet, as demonstrated above, enacts an organic, evolving spiral that is not only strongly "Hegelian" but also comparable to the broad temporal dynamism theorized by Goethe and seen, arguably, in Faust. 97 But more than this, the treatment of historical time found in Goethe's writings and above all in Faust is mirrored in the Octet.
